



















The	 painter,	 as	 an	 absolute	 spectator,	 reaches	 the	 limit	 of	 the	 observable.	 When	
analyzing	 the	process	 of	 pictorial	 representation,	 he	 realizes	 that	 he	 is	 observing	his	
own	 product,	 because	 when	 he	 decomposes	 the	 surface	 into	 its	 components,	 he	
discovers	 the	 color	 and	 beyond	 color	 there	 is	 nothing.	 It	 is	 necessary	 to	 reverse	 the	
process	of	analysis	and	to	undertake	the	synthesis	process:	that	is,	to	generate	concepts	
that	 support	 actions	 that,	 ultimately,	 are	 based	 on	 personal	 attitudes,	 among	 which	

















In	 this	 introduction	 I	 will	 review	 the	 themes	 I	 addressed	 in	 previous	 articles,	 with	 some	
variations.	 I	would	 like	 to	 save	 readers	 the	 tiresome	 job	 of	 having	 to	 go	 from	one	 article	 to	
another	looking	up	references.		
	
To	 think	of	 colour	as	 a	 sensation	 forces	us	 to	 accept	 all	 the	 consequences	of	 the	meaning	of	
“sensation”.	A	sensation	is,	first	and	foremost,	a	state	of	consciousness,	and	is	thus	something	
absolutely	 individual;	 a	 sensation	 can	 only	 be	 perceived	 by	 the	 subject,	 and	 cannot	 be	
compared	with	another	subject’s	sensation;	only	the	person	perceiving	it	is	aware	of	it,	and	he	
or	she	 is	 the	only	one	who	can	know	it.	A	sensation	takes	place	 inside	our	being,	and	cannot	
escape	it.	This	interiority	is	substantial	and	embarrassingly	possible	to	accept.	
Let	us	look	at	a	brief	medical	description	of	our	organ	of	sight:	
“When	 light	enters	 the	eye,	 it	 stimulates	our	photoreceptor	cells.	Cones	and	rods	are	
the	 first-order	 neurons	 in	 our	 visual	 pathways.	 This	 information	 then	 travels	 to	 the	
bipolar	 cells	 of	 the	 inner	 nuclear	 layer	 of	 the	 retina.	 These	 are	 the	 second-order	
neurons.	 Prolongations	 of	 these	 neurons	 extend	 into	 both	 plexiform	 layers	 to	make	
																																																								
	








connections	 (…).	 A	 layer	 of	 ganglion	 cells	 creates	 the	 layer	 of	 the	 retina's	 	 nervous	
fibres.	These	 fibres	converge	towards	the	optic	nerve,	 forming	the	optic	papilla,	 then	
perforate	 the	 choroid	 and	 run	 through	 the	 posterior	 scleral	 foramen,	 interweaving	
with	 the	 lamina	 cribrosa.	 The	 axons	 continue	 as	 the	 optic	 nerve,	 optic	 chiasm,	 the	
optic	tract,	to	end	in	the	lateral	geniculate	nucleus.	The	nerve	cells	of	these	nuclei	form	
the	beginning	of	 the	 fibres	of	 the	geniculocalcarine	tract	(the	optic	radiation)	which	




after	 a	 long	and	complicated	path,	 reaches	 the	brain,	where	 colour	 is	 formed.	As	 there	 is	no	
return	route	from	the	brain	to	the	outside,	everything	we	see,	being	made	up	entirely	of	colour,	
remains	 inside	the	brain,	 in	our	minds.	The	things	that	we	see	are	the	same	things	we	smell,	





My	 consciousness,	 which	 only	 I	 perceive,	 distinguishes	 two	 forms	 of	 knowledge:	 sensations	
and	concepts.	We	might	then	say	that	the	mind	works	with	these	two	notions	to	generate	the	





able	 to	 imagine	 having	 a	 green	 table	without	 the	 colour	 green	 existing.	 In	 other	words,	 the	
mind	creates	new	concepts	out	of	previously	existing	notions	-sensations	and	concepts.	In	the	
end,	 this	 is	 what	 painters	 do	 when	 representing	 their	 surroundings:	 they	 create	 a	 three-









It	 is	 not	 possible	 to	 define	 the	 colour	 yellow,	 or	 any	 other	 colour,	 because	 visually,	 there	 is	
nothing	previous	to	 the	colour	as	 it	 is	experienced	by	consciousness.	A	sensation	 is	an	act	of	
consciousness,	and	can	only	be	known	by	experience.	
	















think	 the	 fact	we	 can	 create	 –or	 perhaps	 I	 should	 say	 integrate–	 such	 sums	 depends	 on	 an	
innate	faculty.	Sensations	provide	no	more	information	than	they	themselves	contain,	meaning	
we	 need	 the	 help	 of	 a	 mental	 mechanism	 that	 will	 integrate	 sensations	 into	more	 complex	

















is	what	 the	eye	does.	This	 is	a	very	different	procedure	 to	chiaroscuro,	which	 “paints”	 lights	
and	shadows,	and	in	doing	so	ignores	what	is	on	the	canvas,	that	is,	stains	of	colour.	The	only	
thing	the	paintbrush	can	do	is	to	distribute	colours,	since	that	is	all	there	is	on	the	palette.	Light	


























behaves	 relatively.	 One	 particular	 pigment	 may	 be	 seen	 as	 a	 number	 of	 different	 colours	
depending	on	 its	 surrounding	 field.	The	 squares	 in	 the	middle	of	 Fig.	 2	were	made	with	 the	







The	 painter	 ends	 up	 ignoring	 the	 colour	 of	 the	 mixture	 of	 pigments	 he	 or	 she	 sees	 on	 the	
palette	and	takes	note	only	of	what	is	on	the	canvas,	which	is	what	is	of	interest.	The	painter	
knows	 that	what	 is	 on	 the	 palette	 is	 different	 to	what	 is	 seen	 on	 the	 painting,	 although	 the	
mixture	of	pigments	is	the	same.	
	


















Let	 us	 go	 back	 to	 the	 notion	 of	 sensation	 as	 an	 act	 of	 consciousness.	 Following	 the	 same	
criteria,	we	can	add	one	other	sense	–time–	to	the	familiar	senses	of	sight,	sound,	smell,	taste	
and	touch	that	we	already	know.	The	sense	of	time	cannot	be	defined,	because	in	order	for	this	















and	destroy	each	other	would	have	any	kind	of	urgent	need	to	create	 time.	 It	 is	also	hard	 to	
believe	that	the	same	Universe,	which	took	thousands	of	millions	of	years	to	create	something	
as	 complex	 as	 life	 –which	 it	 can	 extinguish	 with	 utter	 indifference	 –	 would	 have	 complex	





time	as	 a	 sensation;	but	 I	have	 the	 impression	 that	our	position	as	 spectators	 is	 a	 confusing	
one.	 We	 must	 make	 clear	 when	 it	 is	 that	 we	 are	 perceiving	 information	 from	 an	 external	




We	 are,	 I	 am,	 the	 absolute	 spectator;	 there	 is	 no	 other.	 The	 figurative	 painter	 confronts	 the	
product	 of	 his	 or	 her	 own	mind.	We	make	 three-dimensional	 objects,	 on	 a	 two-dimensional	
surface,	 by	 creating	 surfaces	 and	 distributing	 them	 in	 the	 three-dimensional	 space	we	 have	
created.	 To	 create	 three-dimensional	 surfaces,	 we	must,	 of	 course,	 have	 previously	 visually	
“destroyed”	the	two-dimensional	surface.	We	destroy	the	surface	we	work	on,	and	create	the	





At	 a	 certain	point	when	we	analyse	 the	process	of	 painterly	 representation,	we	 come	 to	 the	
limit	of	the	observable:	the	observer	turns	back	on	him/herself	and	realises	that	he	or	she	is	
observing	a	product	of	his/her	own	mind.	The	action	 is	not	 taking	place	on	an	outside	body,	













up	 with	 colour,	 and	 there	 is	 nothing	 beyond	 colour.	 We	 must	 then	 reverse	 the	 analytical	
process	and	begin	to	synthesise.	
	
How	 do	 we	 define	 the	 act	 of	 representing	 with	 these	 ingredients?	 We	 might	 say	 that	
representing	 is	 the	 ordered	distribution	of	 colours	 on	 a	 surface	with	 the	 aim	of	 copying	 the	
image	of	our	visual	surroundings.	Very	well,	but	how	is	this	to	be	done?	
	
To	 do	 this	 requires	 that	we	 conceptualise;	 that	we	 carry	 out	 acts	 based	 on	 concepts	which,	
ultimately,	are	grounded	in	personal	attitudes,	among	which	self-confidence	is	the	culmination	
of	 the	 process,	 and	 yet	 also	 determines	 our	 acts	 from	 the	 very	 beginning.	 From	 this	
perspective,	the	definition	of	“representation”	is	a	whole,	in	which	all	the	notions	the	mind	has	
used	 to	 elaborate	 its	 image	 of	 its	 surroundings	 come	 into	 play.	 The	 components	 of	 our	
definition	of	representation	are	therefore	of	a	subjective	nature.	
	
For	 the	 painter,	 there	 is	 no	 privileged	 spectator	 able	 to	 define	 the	 phenomenon	 –any	
phenomenon–	from	an	optimal	point	of	view;	the	painter	him/herself	is	the	absolute	spectator,	
and	 defines	 what	 it	 is	 he	 or	 she	 perceives	 of	 the	 phenomenon,	 not	 the	 phenomenon	 itself;	
because	 the	 phenomenon	 as	 such	 is	 limitless.	 What	 we	 are	 considering	 here	 is	 thus	 an	
absolutely	subjective	point	of	view	in	which	the	painter,	as	a	spectator,	elaborates	the	notions	




in	 different	 ways,	 and	 therefore	 create	 different	 results.	 Deciding	 that	 the	 image	 we	 are	
representing	is	on	the	surface	of	the	canvas	or	inside	it,	in	the	depth	of	the	painterly	space;	that	
it	 is	 a	 set	 of	 discrete	 colours,	 or	 a	 surface	 made	 up	 of	 volumes,	 will	 create	 substantially	
different	 results,	 and	 yet	 I	 cannot	 be	 sure	 which	 of	 these	 results	 will	 be	 the	 most	 correct,	
because	I	cannot	enter	the	mind	of	other	painters.	I	can	know	which	outcome	gives	me	more	
pleasure,	or	is	the	easiest	to	achieve,	but	I	cannot	reject	one	in	favour	of	another.	I	cannot	even	
be	 sure	 that	 in	 the	 end	 they	will	 inadvertently	 fuse	 into	 a	 single	 form,	 and	 that	my	 act	will	
ultimately	be	a	single,	unique	act.	
	
I	 might	 think	 that	 the	 different	 forms	 or	 styles	 of	 certain	 painters	 could	 have	 been	 stages	
leading	up	 to	 this	 final	phase.	Perhaps	 these	stages	–and	 I	 think	here	of	 the	painter	 Joaquim	
Mir3–	 being	 as	 they	 are	 the	 path	 leading	 to	 the	 final	 phase,	 are	 correct;	 they	 may	 even	 be	





























Action,	 I	 think,	 can	 acquire	 schizoid	 hues	 when	 its	 natural	 sense	 is	 reversed.	 Sometimes,	 a	




Method	must	 become	 knowledge,	 not	 obligation.	 The	 order	 of	 action	 cannot	 be	 imposed;	 it	
must	be	accepted,	as	it	comes	from	the	self,	it	is	the	self,	not	something	outside	it.	
	







































general,	 belong	 to	 the	world	 of	 history,	 to	 speculation	 or	 are	manuals	 for	 the	 application	 of	
different	 procedures.	 The	 figurative	 painter	 must	 begin	 a	 personal	 journey.	 His	 knowledge	
comes	 directly	 from	 his	 activity	 and	 does	 not	 have	 the	 support	 of	 an	 extensive	 and	 proven	
documentation,	as	happens	 in	other	branches	of	knowledge.	Diversity	 is	 the	characteristic	of	
his	collection	of	reference	books.	
	
I	 feel	 indebted	 to	 very	 different	 authors,	 because	 as	 researchers	 of	 a	 single	 spectacle,	 they	
express	ideas	that	are	reflected	in	my	activity	as	a	painter.	Concepts	such	as	relativity	(Einstein	
1874	-	1955)	or	the	notion	of	continuity	(Louis	de	Broglie	1892	-	1987)	have	their	application	
in	both	painting	and	drawing	of	the	natural.	
	
If	they	are	sometimes	included,	in	the	short	bibliography	of	the	articles	I	publish,	it	is	because	
of	a	feeling	of	gratitude	for	the	knowledge	they	have	transmitted	to	me	and	from	which	I	have	
benefited.	
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